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SHIBARAKU. 

It  is  the  Japanese  word  for  “wait  a moment” — a dramatic  moment  made 
famons  by  the  great  actor  Danjnro  in  the  role  of  that  name  as  he  came  forward 
in  the  splendid  red,  flowing  robes  patterned  with  the  gigantic  white  crests 
that  were  the  mon  of  his  distingnished  house.  To  all  who  would  “look”  this 
is  the  “wait  and  listen”  moment  to  let  it  be  said  that  in  ancient  Tokyo  an  art 
was  born  nearer  “democratic”  than  any  ever  seen.  The  i)eoi)le  loved  and 
possessed  it.  It  was  made  for  them,  except  as  the  humble  artists  made  it  for 
themselves  with  that  joy  in  the  making  that  alone  lives  in  art. 

Yon  are  to  see  a few  rare,  perishable  leaves  from  a prolific,  wondrous 
volume,  and  richly  voltiminons  and  beantifnlly  embroidered  it  was  in  that  time. 
Since  then  what  has  escaped  destruction  has  been  scattered  by  the  winds  of 
chance  to  the  far  corners  of  Earth.  For  Tokyo  civilization  was  as  frail  as  it 
was  exqnisite.  Its  framework  and  utensils  were  of  beantifnlly  treated  wood 
and  silken  paper.  Its  sword  was  keen  and  of  steel.  Were  it  not  for  reveren- 
tial Japanese  care  for  things  beantifnl  all  these  exciting  traces  of  the  image- 
seeking  mind  wonld  have  perished  becanse  they  were  then  regarded  no  more 
serionsly  than  we  now  regard  printed  sonvenirs  of  onr  holidays  and  seasons  or 
photographs  of  favorite  actors  and  actresses.  And  since  the  time  of  Harimohii 
all  Tokyo  has  been  shaken  or  burned  to  the  ground  at  least  five  times. 

Conntry  people  retnrning  from  visits  to  the  new  capital — Tokyo — stowed 
them  away  in  the  devices  of  their  domesticity  and  forgot  them  or  pasted  them 
on  screens  or  hung  them  npon  pillars  of  their  honses  as  decoration,  and  so  were 
the  unwitting  means  of  saving  most  of  “onr”  collections. 

From  remote  conntry  districts,  from  Ise  to  Sendai,  little  by  little,  as  ])rices 
have  soared  pieces  have  come  fluttering  hack  to  Tokyo  to  be  seized  and  gloated 
over  by  the  E])icurean  collector  with  his  strange  combination  of  love  and  self- 
interest — love  for  the  beantifttl  and  sordid  calculation. 

Btit  thanks  to  his  actiiiisitive  instinct! 

He,  too,  has  been  the  means  of  handing  over  to  ns  in  great  variety  the 
j)recions  record  of  a glory  that  was  Old  Japan;  a civilization  wherein  art  was 
not  divorced  from  nattire,  when  Eternity  was  Now. 

It  is  a record,  rich  with  the  motifs  that  made  that  civilization  what  it  was 
to  the  eye. 

And  it  was  i)rimarily  a festival  for  eyes. 

The  figure  j)ieces  of  this  great  perio(l  from  IIP)  to  IM’O  reveal  the  iiu-om- 
l)arahle  instinct  for  harmonions  elegance  that  characterized  tin'  lime  and  its 
traditions.  The  range  of  disco\’('red  snhjc'cts  is  already  wi(h' — as  wich'  as  it  is 
likely  to  he,  although  ti  few  new  |)ieces  still  conu'  to  light  »'acli  year. 

It  ranges  from  the  montniH'ntal  simi)licity  of  the  primitivt's  of  tin*  Kwaigt't- 
sndo,  ])rinted  in  black,  and  the  paint('d  llrnshiye,  to  tin'  fully  (h'vt'lopt'd  color 
prints  in  the  sweet  rc'finenn'iit  of  llanmohu  and  tin*  bewihh'ring  gainnl  of 
Shnnsho.  Then  on  by  way  of  m:ist('iiy  Kiyonaga  with  his  legal  (a)inposit  ions 
and  swinging  calligr;i|)hic  strokt*  to  the  dissoliit (»,  stnitii'iit  gract*  of  tin*  con- 
summate Ftamaro,  the  idol  of  the  “artist  absolute."  J’ln'n  downward  to  tin' 
decline  and  confnsion  of  till  nobb'  (pialitics  in  ^'eis('n.  ^J'i/.an  and  Kimisada. 

'I'ln'  landscaiies  (a  lat(‘r  d('\('lopni('nt  ) arc  tin'  most  compU'tc  and  pot'tic 
intei‘pr('tat  ion  of  tin*  natni’c  of  a natural  donniin  c\a'r  la'conh'd  b\’  nati\('  sons. 

Fascilutting  as  (‘acb  snbji'ct  is  in  itsi'lf  it  is  in  tbe  aggri'gatc  that  the 


IN  arranging  the  exhibition  I have  chosen  prints  in  varied  “condition.” 

They  are  composed  on  the  walls — toned  and  bright  together — like  an 
antnmnal  forest  wherein  the  trees,  once  all  verdant,  have  asserted  themselves 
in  those  glowing  changes  which  have  their  counterpart  in  the  antique  print. 

It  has  always  seemed  to  me  a stupid  crime  to  use  the  white  mat  as  a 
uniform  standard  for  a collection  of  prints.  It  naturally  crucifies  all  but 
“bright”  prints.  Those  richly  endowed  by  time  are  ignorantly  neglected  or 
ruthlessly  sacrificed  by  the  average  connoisseur.  The  time  will  scon  come 
when  collections  made  in  that  way  will  be  referred  to  as  all  “very  bright  clean 
stuff,”  but  the  most  glorious  print  and  eventually  the  most  sought  for  will  be 
that  masterpiece  time  has  mellowed  and  honored  with  the  development  of  its 
inner  nature — an  element  precious  in  old  pottery.  Qualities  indescribably  rich 
and  tender  develop  in  and  from  the  print  as  verdigris  comes  to  bronze — 
qualities  that  as  legitimately  enhance  its  value. 

This  will  be  true  of  the  print  that  still  lives  in  color,  because  only  then  is 
it  enriched  by  its  honorable  age.  Lifeless  brown  prints,  or  prints  merely 
faded,  will  never  be  desirable. 

The  upstanding  bright  print  has,  owing  to  the  white-mat  standard,  com- 
manded enormous  premiums,  relatively  absurd.  Premiums  should  go  the  other 
way. 

Abuse,  or  wear  and  tear,  are  never  beautiful,  but  age  should,  and  will 
always  be  a richer  qualification,  not  a disqualification,  in  all  that  really  lives, 
and  especially  so  of  the  freshness  of  youth. 

But  beautifully  mellowed  prints  will  always  be  rare.  Most  of  them  go 
down  to  ruin  with  use  and  the  trials  of  exposure  to  smoke  and  light.  There 
will  always  be  one  hundred  “bright”  prints  to  every  one  developed  beautifully 
by  age. 

P.  LL.  W. 


CATALOGUE 

The  exhibit  is  composed  upon  the  walls  in  various  groups,  and  begins  on 
the  west  wall  of  the  larger  gallery.  Each  group  is  designated  by  a letter  of  the 
alphabet  to  be  found  on  the  wall  below,  beginning  at  the  center  of  the  west 
wall  of  the  larger  gallery  with  “A.”  The  various  prints  in  each  group  are  desig- 
nated by  a number  fixed  to  the  print  itself. 

Although  the  various  chronological  periods  are  disregarded  in  the  arrange- 
ment for  the  sake  of  harmonious  and  instructive  contrasts,  the  development  of 
the  print  may  be  traced  from  the  A groups  on  the  west  wall  of  the  larger  gallery 
to  fully  developed  printing  when  the  craft  was  at  its  height,  as  seen  in  the 
prints  of  Hokusai  and  Hiroshige  placed  on  the  walls  of  the  middle  galleries. 
The  work  that  came  later  than  their  period  is  worthy  of  little  consideration. 
All  the  prints  exhibited  are  proof  copies  of  original  editions,  unless  otherwise 

TERMINOLOGY 

“UKIOYE”  is  the  name  given  to  the  school  of  art  to  which  the  print  de- 
signers belonged. 

YE  means  picture. 

iMEISHO  means  collection  of  views. 

HAKKEI  means  a set  of  eight  views — a kind  of  graphic  sonata  based  upon 
Chinese  precedent. 

XOTAX  means  the  gradation  of  color. 

Prints  were  made  in  certain  standard  forms,  the  width  limited  by  the  print 
block  that  could  be  cut  from  the  cherry  tree. 

OBAX — The  ordinary  broad  sheet. 

CHUBAX— % Oban. 

KOBAX— 1/2  Oban. 

HOSOYE  means,  literally,  narrow  picture.  It  is  usually  vertical  Oban. 
The  i)Oi)ular  form  for  actor  i)rints. 

HASHERAKAKE — The  narrow  tall  ])illar  print. 

These  forms  were  used  horizontally  or  vertically,  as  desired  by  the 
designer. 

The  designs  were  cai’ved  in  the  block — a separate  block  for  each  color — 
impressions  were  taken  by  hand  on  dampened  sheets  of  pai)er. 

The  artists’  designs  were  turned  over  to  the  publisher,  who  had  his 
engravers  and  i)rintei’s,  many  of  them  su|)erlative  craftsmen  whose  names  have 
no  connection  with  their  work.  Barely  was  the  tmgraver’s  name  evt'r 
inenl  ioned. 

'The  printing  and  eiigraxing  of  I lu>s('  designs  was  probably  tlu‘  high  water 
mark  in  the  world’s  craftsmanship. 

The  early  imi)r("ssions  wfM-(\  of  couise,  sui)erior,  as  tin'  blocks  gradually 
wore  down  with  us(v  I low  many  prints  w»M-e  oidginally  madt'  from  tlnmi  it  is 
impossible  to  say.  In  sonu'  cases  s('vei’al  liuudi-('d.  In  ollu'r  cast's  v(>ry  few. 

The  colors  us(>d  w(*re: 

Sumi — Black  Chinc'Sf'  Ink.  I 'nail  (‘l  able. 

Tan — Red  lead,  uiialt('i'abh‘,  e.\c('pl  as  it  oxidizt'S,  which  it  does  freciuently. 

.Midori — A miiH'ral  gr('('U.  rnall ('fable. 

Ki — fIambog('— A yellow  from  China.  I'nslabh'. 

Beni — Cochim'til  r('d  from  Chimi.  Cnslable. 


Ai — Indigo  from  Cliina,  Unalterable. 

Awo — Blue.  A fugitive  color  leaving  in  most  prints  after  lapse  of  time  only 
a soft  yellow  trace. 

These  colors  were  usually  applied  pure,  and  when  the  prints  were  fresh, 
they  were  nearly  uniform  in  color  scale.  Time  has  modified  them  all  into  the 
complex  combinations  seen  in  them  today. 

Red  was  mixed  with  blue  to  produce  purple  or  printed  over  the  blue. 

Blue  was  printed  over  yellow  to  produce  green  or  vice  versa. 

Interesting  experiments  in  mixing  colors  with  white  lead  were  often  tried 
which  produced  the  oxidizing  of  colors  other  than  tan  or  red  lead.  But  in  the 
main  the  prints  were  a stereotyped  convention  as  to  color  when  they  were 
made,  and  the  shade  held  true  to  name  in  most  of  the  prints,  but  varied  in 
intensity  as  it  was  brushed  thickly  or  thinly  on  the  block.  The  notan,  so 
beautiful  in  toned  prints,  is  caused  by  the  unequal  thickness  of  the  color  applied 
with  the  stroke  of  the  brush  to  the  block,  and  the  color  is  also  beautifully 
qualihed  by  the  grain  of  the  wood  in  the  block.  The  less  the  paper  is  saturated 
with  color,  the  more  quickly  the  color  fades.  The  blocks  were  frequently 
wiped  to  produce  the  notan,  so  essential  to  the  later  work  of  the  landscapes. 

All  colors  were  mixed  with  rice  paste  to  keep  them  from  running  and  to 
give  them  more  lustre. 

The  paper  is  in  every  case  literally  stained  by  the  colors.  The  color  is  in 
the  fibre,  not  on  the  surface  only,  and  the  silken  sheen  of  the  paper  also 
qualifies  the  color. 

Group  A.  LARGE  GALLERY 

1.  PRIMITIVE.  TANYE.  ARTIST  UNKNOWN.  An  example  of  the  first 

color  to  be  applied  to  the  black  line  print,  preceding  the  Urushiye,  or 

lacquered  print.  The  color  was  “tan”  or  red-lead. 

2.  OKUMURA  MASANOBU.  PRIMITIVE.  Urushiye— colored  by  hand 

with  colors  mixed  in  lacquer.  Made  before  the  art  of  applying  color 

to  the  block  was  discovered. 

3.  SHIGENAGA.  PRIMITIVE.  Urushiye — colored  by  hand  before  the  art 

of  applying  color  to  the  block  was  discovered. 

4.  KORIUSAI — An  example  of  the  Hasherakake  or  pillar  print  in  several 

colors,  preceding  the  richer  full  color  prints  of  this  same  artist  and 

his  contemporary,  Harunobu. 

5.  KORIUSAI — The  tan  or  red-lead,  the  only  color  remaining  in  full 

force.  Other  complex  colors  still  visible. 

0 

rj'  MORONOBU — Three  early  examples  of  the  work  of  the  founder  of  the 

g'  art  of  printing  from  carved  wooden  blocks. 

NOTE: — On  door  panels — reproductions  of  Primitives.  Original  designs 
by  Kiyomasu,  made  by  Kiyomine  in  1779. 

Group  A-1. 

1.  SUKENOBU — Primitive  period.  Example  of  this  great  artist’s  earlier 

work. 

2.  SHIGENAGA — Beniye  or  print  of  the  period  following  the  Urushiye 

shown  in  No.  3,  Group  A. 

3.  KIYOMASU — Same  period  as  No.  2.  Many  noble  pictures  in  black  line 

of  large  size  were  made  by  this  great  artist. 


4.  TOYOXOBU — BRIDE — Early  color  print  in  which  the  fugitive  bine  which 

began  to  appear  in  the  prints  of  this  period  is  still  preserved. 

5.  KIYOXOBU — Early  primitive.  Hand  colored  print  just  preceding  the 

Urushiye  or  lacqner-print. 

6.  BUXCHO — An  early  and  remarkable  example  of  this  master’s  work  in 

which  the  color  scale  is  preserved  nearly  intact.  The  fugitive  bine  is 
still  clear  and  strong. 

The  original  colors  of  A-1,  Xo.  2,  and  A-1,  Xo.  3,  may  be  seen  in  this 
print  in  their  original  state.  Prints  of  this  period  retaining  the  bine 
are  extremely  rare. 

Group  A-2. 

J.  SUKEXOBU — Primitive  black  line  print,  early  example  of  this  master’s 
work. 

2.  KIYO-MITZU — Two  charming  HOSOYE  (Actor  Prints)  by  this  artist. 

3.  Color  beautifully  preserved. 

4.  KORIUSAI — Developed  example  of  period  following  Kiyomitzn.  One 

of  series  of  six  scenes  typifying  verses  of  six  fashionable  poets. 

5.  TOSHIXOBU — Primitive  Urnshiye  or  lacquer  print  designed  by  one  of 

the  most  powerful  of  the  artists  of  his  time. 

G.  KORIUSAI — Earlier  example  than  Xo.  4.  Title  “iMiscellaneoiis.”  An 
episode. 

Group  B. 

1.  YEISHI — Triptych.  In  ])nrple,  gold,  green  and  grey.  A favorite  color 

scheme  of  this  artist.  Published  fifth  year  of  Kwansei — 177;l.  Illus- 
trating old  Japanese  romamic  legend. 

2.  KIYOX’AGA — Left  sheet  of  famous  Triptych.  Yoshitsnne  serenading  the 

lady  Joriirihime. 

3.  UTAMARO — Peeling  itersimmons.  (Mica  glass.) 

4.  KlYOXAGA — Right  sheet  of  Triptych  of  which  Xo.  2 is  the  left  sheet. 

r>.  UTAMARO — Trii)tych.  “Summer  Evening  Pete.”  Fireworks  at  Riyo- 
gokn  bridge  over  the  Snmidagawa. 

G.  Omitted. 

7.  UTAMARO — “Fnjinsogakii.”  The  hand  mirror.  One  of  a series  of  ten 

ty])es  of  womankind.  Mica  ground. 

8.  KUBO  SHUXMAX — Sept  ii)tych.  “Ttiimigawa.”  One  of  the  rarest  and 

most  important  works  of  llkioye — of  which  but  six  pi('c<'s  have  s»)  far 
been  found.  Tin'  left  end  slu'et  is  missing.  Originally  printed  in 
grey  with  very  little  color.  Ytdlow  and  green  in  background  with 
very  few  touches  of  beiii  onl\'.  Original  ('dition,  btaiiit  ifully  toned 
condition.  Shnnm;tn  was  publisher  of  his  own  designs. 

IJTA.MARO  Portrtiil  of  iH'autiriil  Okita  Scr\ ing  Maid  in  Xaniwaya 
T(‘ti  House.  (.Mica  ground.) 

Group  B-1. 

1.  IJTA.M.ARO — “TIm'  B1iu‘  ITinbrclla.”  lU'aiitifully  loiu'd.  Grey  ground. 

2.  SlllJ.XSlIO — llosoye.  'riie  actor,  Dciigoro,  in  classic  lraged\’. 

3.  SIH'.XSMO  Th(‘  actor  lliroji. 

I.  Slir.XSlIO — The  actor  llidcmatsii  in  fi'inah'  role. 

7).  SlllJ.XSlIO — Tlu'  actor  llidcmatsii  as  ‘■gentleman  of  leisure.’’ 

G.  SlllJ.XSlIO — The  actor  llidematsii  in  female  roUv 


Group  B-2. 

1.  UTAIMARO — The  Fish  Plate. 

2.  SHUNSHO — The  actor  Yaozo. 

3.  SHUNSHO— The  actor  Siikegoro. 

4.  SHUNSHO — The  actor  Hanshiro  in  female  role. 

5.  SHUNSHO — The  actor  Hidematzu. 

6.  SHUNSHO — The  actor  Hanshiro  in  female  role. 

Group  B-3. 

1.  UTAMARO — Matron’s  toilette. 

2.  UTAMARO — Beautifully  toned  copy  of  a famous  experiment  by  Utamaro 

in  printing  color  without  outlines.  The  hair  only  in  black  line,  the 
features  outlined  in  red. 

3.  SHUNCHO — Beautifully  toned  copy  of  his  famous  portrait  of  the  tea 

house  maid,  “Hisa” — Takashima. 

4.  SHUNZAN — Middle  sheet  of  Triptych,  toned.  Evening  fete — Fireworks 

at  Ryogoku. 

5.  UTAMARO — One  of  series  of  “Six  Jewels.”  Types  of  feminine  beauty. 

Flesh  outlined  in  red.  Grey  ground. 

6.  Omitted. 

7.  Omitted. 

8.  YEISHI — Two  sheets  of  a rare  and  beautiful  Triptych.  An  interesting 

study  in  decorative  costume.  Single  figures  regularly  spaced  a la 
colonnade,  but  charmingly  relieved  in  detail. 

9.  KIYONAGA — Triptych.  Boating  Party  on  the  Sumidagawa.  The  mas- 

terpiece of  this  great  figure  in  Ukioye.  (If  he  was  ever  guilty  of 
producing  anything  that  deserved  to  be  singled  out  as  such.  He  was 
not,  I believe,  an  artist  of  that  calibre.)  Prints  in  ideal  state. 

10.  YEISHO — Two  sheets  in  a series  of  studies  of  Yoshiwara  beauties  by  a 
pupil  and  contemporary  of  Yeishi.  Exquisite  and  original  in  detail 
as  Yeisho  invariably  was.  Prints  in  beautiful  state  as  to  condition 
and  color. 

Group  B-4. 

2*  KORIUSAI,  OIRAN — Exquisitely  conditioned  prints  of  a series  of  studies 
g’  of  famous  courtesans  and  their  pupils  or  kamuros.  The  masterly 
differentiation  in  arrangement  of  the  gorgeous  but  monotonous  theme 
is  worthy  of  study. 

D • 

6.  Omitted. 

7.  Omitted. 

8.  Omitted. 

9.  YEISHI — Two  sheets  of  Triptych — “The  Pool.”  One  of  the  strongest 

and  most  beautiful  of  Eishi’s  compositions.  In  “ideal”  color  state. 

10.  TOYOKUNI — Triptych.  “The  Balcony.”  The  versatile  Toyokuni — 

prosperous  ideal  of  the  Japanese,  at  his  best.  Perfect  state. 

11.  YEISHI — Two  lovely  sheets  of  beautiful  Triptych.  In  “ideal”  condition. 
Group  C. 

1.  TOYOKUNI: — Pentiptych.  “Episode  in  the  Yoshiwara.”  Originally 
printed  in  color  and  gold  bronze.  Prints  toned  with  beautiful  effect. 
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KIYOXAGA — T\yo  sheets  of  a Triptych.  “Cherry  Festival."  Tying 
poems  on  the  blossoming  trees  in  spring.  Toned. 

YEISHI — Right  and  left  sheets  of  an  extraordinary  Triptych,  printed  in 
a color  scheme  affected  by  Yeishi,  Shnncho,  Utamaro  and  Toyokuni. 
An  appeal  to  the  “refined  taste”  of  the  period — probably. 

KIYOXAGA — Hasherakake.  “Hydrangea  Robe.” 

C-1. 

SHUXSHO — Early  period.  “The  actor  Ichikawa  Somegaro."  A splen- 
did subject  in  incomparable  state. 

HARUXOBU — “The  Lovers.”  Hariinobii  at  his  best. 

HARUXOBU — Hasherakake.  “Kuranosnki.” 

HARUXOBU — Hasherakake.  “The  Falconer.” 

D. 

UTAIMARO — Septiptych.  “Korean  Bridal  Procession.”  A beautiful  pro- 
cessional— or  fete  day  celebration  in  costume.  One  of  the  most  ambi- 
tious attempts  at  sustained  composition  on  a large  scale,  in  Ukioye 
by  the  most  facile  and  successful  of  its  masters.  Prints  in  perfect 
state. 

UTAINIARO — Large  head — silver  ground.  One  of  the  six  beauties,  typify- 
ing six  famous  poets.  A play  upon  the  title  “Rokasen." 

KUXLMASA — “The  Broken  String.”  A Samisen  player.  By  an  artist 
whose  all  too  rare  work  is  much  sought  in  Japan,  where  he  is  valued 
as  one  of  the  greatest  masters  of  Ukioye. 

TOYOKUXI — Pentiptych.  Daimyo  Processional  imitated  by  women  for 
fete  day  purposes.  A beautiful  imi)ression,  but  probably  not  of  the 
first  edition  as  the  Spaulding  collection  of  Boston  contains  a copy  in 
richer  and  more  complete  color,  although  the  blocks  in  both  cases  are 
in  “i)i’oof”  condition. 

KAKO.  A rare  pseudonym  of  Hokusai.  A masterpiece  iii  every  sense, 
left  as  it  was  found.  A new  light  ui)on  the  versatility  of  the  “mightiest 
genius  of  them  all”  is  shed  by  the  discovery  of  this  print. 

TOYOKITXI — Pentii)tych.  “Cherry  Blossom  Celebration  in  the  Yoshi- 
mara.”  A Parisian  favorite. 

BUX(TIO — The  actor  INlatsue  in  female  role. 

SHUXSHO — The  actor  Dajuro  as  the  Miser. 

SHUXMAX — Three  examples  of  Shunman’s  creation  of  extiuisite  Suri- 
mono. 

HOKUSAI — Three  exfpiisite  exami)les  of  Hokusai  Surimono.  It  is  iuler- 
esting  to  contrast  them  with  Xo.  r>,  the  “Kako.” 

SHUXSHO  -The  actor  Hiroeman  as  a Fishmonger. 

SlirXYEI.  OKITA  SAX  of  Xaniwaya.  Tea  house  maid  and  .\sakusa 
beaut  y. 

D-1. 

FTAMARO — Tri|)tych.  Perf(>ct  “biiglil”  slate.  Lady  of  high  (h'gree 
willi  allendtints.  liitcua'st  ing  for  embroidery  of  i)olychi-ome  ami  lack 
of  disturbing  background.  A i)urely  (h'corative  tia'almeiit  of  a popular 
t heme. 

KORHISAl — Hasherakal<(*  or  pillar  print.  “I’oetess  and  Cat." 

YEISHI — Larg(‘  IkuhI.  Lady  of  high  degree  probably  “literary." 

I lARC.XOBO-  1 lasherak;ik(\  “Cui)  of  Tea.” 


Group  D-2. 

1.  TOYOKUNI — Triptych.  “The  Kago.”  A fine  example  both  as  to  color 

and  design  of  Toyoknni’s  more  serious  vein. 

2.  UTAMARO— Large  head.  Beautiful  type,  wonderfully  drawn.  Silver 

ground. 

3.  KORIUSAI— Pillar  print.  “The  Harbor.” 

4.  KORIUSAI — Pillar  print.  “The  Balcony.” 

Group  D-3. 

1.  UTAMARO — Triptych.  “Cherry  Party  by  the  Sea.” 

2.  SHUNKO — The  actor  Raizo. 

3.  SHUNSHO — Early  period.  The  actor  Nakazo. 

5.  KIYONAGA — The  actors,  Kikngoro  and  Matsusnke,  in  summer  robes,  ap- 

parently interested  in  the  serving  maid.  One  of  the  most  powerful 
character  delineators  of  this  powerful  master.  Somewhat  in  the  style 
of  Shigemasa. 

6.  SHUNCHO — Two  sheets  of  a Triptych.  Perfect  “bright”  state. 

7.  TOYOKUNI — “Reflections.”  Two  boys  making  faces  at  their  reflections 

111  the  lacquered  base  of  a screen. 

Group  D-4. 

1.  SHUNSHO — The  actor  Hanshiro  in  female  role. 

2.  UTAMARO — Triptych.  “The  Mosquito  Net.”  One  of  Utamaro’s  most 

successful  designs. 

3.  SHUNSHO — The  actor  Kikimojo  in  tragic  female  role. 

4.  KIYONAGA — Single  sheet  of  Triptych.  (Snow  Scene.) 

5.  EISHI — Two  sheets  of  Triptych.  “The  Tea  House.”  In  “magnificent” 

condition. 

6.  SHUNCHO — Left  sheet  of  Triptych.  “Actors’  Garden  Party.”  Portrait 

of  the  great  actor,  Danjnro. 

ON  SCREENS  IN  LARGER  GALLERY 
Hasherakake — Alternating  Toned  and  Bright. 

Screen  B — Hasherakake. 

1.  SHUNCHO— “Blue  Robe.” 

2.  KIYONAGA — “Courtesan  and  Coolie.” 

3.  YEISHI — “Slimmer  Moonlight.” 

4.  KIYONAGA — Two  Ladies,  together  holding  blue  umbrella. 

5.  KORIUSAI — “Samurai  and  Courtesan.” 

6.  KIYONAGA — “Lady  and  Maid.” 

Screen  A — Hasherakake. 

1.  GEISHA. 

2.  Lady  playing  with  cat. 

3.  KIYONAGA — “Black  Summer  Robe.” 

4.  HARUNOBU — “The  Mosquito  Net.” 

5.  KORIUSAI — “Two  Girls  Under  Umbrella.” 

6.  KORIUSAI — “Hooded  Figure  in  Snow.” 

MIDDLE  GALLERY 

NOTE: — The  ancient  capital,  now  Tokyo,  was  called  in  the  time  of  Hiro- 
shige sometimes  Yedo,  sometimes  Toto,  sometimes  Koto.  The  prints  originated 


there  and  were  called  Yedo-Ye  generally,  sometimes  Xishikiye  or  brocade 
prints. 

Group  F. 

1.  HIROSHIGE — Xaniwa  (Osaka)  IMeisho.  Print  from  set  of  ten.  “Cour- 

tesans Parade”  in  Shinmachi.  A series  in  which  a lack  of  picturesque 
material  is  overcome  by  artistry. 

2.  HIROSHIGE — One  of  the  “Famous  Harbors”  series.  Uraga — Tokyo  Bay. 

(The  place  where  Commodore  Perry  landed.) 

3.  HIROSHIGE — One  of  Toto  Meisho  Series — Shin  Yoshiwara.  (Evening.) 

4.  HIROSHIGE — Hundred  views  of  Yedo  Ryogoko  bridge.  “Fireworks.” 

5.  HIROSHIGE — Hundred  views  of  Beach  at  Shinagawa  (near  Tokyo). 

6.  HIROSHIGE — Hundred  views  of  Kameido.  “Wisteria  Temple  Garden.” 

7.  HIROSHIGE— Toto  IMeisho,  Etai  Bashi  or  Etai  Bridge.  “Evening.” 

8.  HIROSHIGE — Toto  IMeisho,  “Fair  at  Asaktisa,”  in  Snow. 

9.  HOKUSAI — Long  Stirimono — “Tokyo  suburbs  in  springtime.”  A form 

of  print  which  was  a favorite  with  Hokusai.  He  has  devoted  to  it 
some  of  his  most  wonderful  work.  Xo  pains  were  spared  by  the 
printer  in  successfully  producing  these  gift  souvenirs  of  “The  Xew 
Year.” 

10.  HOKUSAI — Long  Sttrimono.  “Votive  offerings  at  the  temple  shrine.” 

11.  HOKUSAI — Long  Sttrimono.  Scene  from  drama,  ceremoniously  pre- 

sented in  private.  ^Musicians  and  chorus  dimly  shown  behind  hanging 
screens. 

12.  HOKUSAI — Small  Sttrimono.  Exqttisite  design  attd  worktttattship. 

13.  HOKUSAI — Small  Sttrimono.  Exqttisite  desigtt  attd  worktttattship. 

Group  G. 

1.  HIROSHIGE — Early  Toto  Aleisho — Tsitkttdashiitta.  “.Moottlight."  “The 

First  C’ttckoo.” 

2.  HIROSHIGE— Yedo  .Aleisho.  Theatre  Street.  Tokyo. 

3.  HIROSHIGE — Toto  .Meisho.  Xichotttachi,  aiioiher  iheatre  street  in 

Tokyo.  Xantes  of  fatuous  actors  wriltett  oti  the  Xohori  or  pole  htimiers. 

4.  HIROSHIGE — Otiti  Xakkei.  The  .Moottlight  scene  frotti  the  eight  famous 

views  of  Lake  Biwa. 

~).  HIROSHIGE — Set  sit  Gekka.  The  snow  seem'  from  the  set  of  snow,  mcutit 
attd  flower. 

C.  TOTO  .MEISHO — Ryogoktt  Fete.  “Fireworks.” 

7.  TOIX)  .MEISHO — Xihotihashi.  “Sumtitt'r  Shower.”  'Pin'  present  im- 

peritil  pahice  grounds  in  the  cetiter  of  tlu'  i)ietiiia'. 

8.  TOTO  .MEISHO — “Spring  .Moonlight.”  .Main  street  of  Shiiivosliiwara. 

9.  KWA-( 'HO— “Birds  :md  Flowers.” 

1.  “Etigh'  tittd  Sun” — “The  .Xt'W  Year’s  Simris»\” 

2.  “(’fiiiie  cind  Whtve.” 

10.  HIROSHIGE — Kw;i-cho.  “Birds  and  l-q()W»MS.” 

1.  “Kingfisher  ;ind  1 lydrjingt'a.” 

2.  “.Mtincliuritm  Til  ;ind  Camellia.” 

11.  HIROSHIGE — YEDO  .MEISHO  “('herry  'PiaM's  in  Evt'iiing  Rain." 

12.  I IIROSI I IGE  - TO'I'O  .MEISHO  “lOniranee  to  Y(»shiw;ira  in  .Moonlight.” 


13.  HIROSHIGE — TOKAIDO — Yui.  One  of  the  popular  series  of  the  fifty- 

three  stations  at  the  old  port  road  between  Yedo  and  Kyoto. 

14.  HIROSHIGE — TOTO  MEISHO — “On  the  way  from  the  Yoshiwara  at 

dawn.” 

15.  HIROSHIGE— YEDO  HYAKKEI.  HORIKIRI.  Rise. 

16.  HIROSHIGE — YEDO  HYAKKEI.  “Entrance  to  Yoshiwara.”  Dawn. 

17.  HIROSHIGE — YEDO  HYAKKEI  MEGURO.  “Evening  Light  on  the 

Snow.” 

18.  HIROSHIGE — YEDO  HYAKKEI — Saruwaka-Cho.  Theatre  street  by 

moonlight.  One  of  the  tew  subjects  in  which  Hiroshige  began  to 
introduce  shadows. 

Group  H. 

1. 

2.  HIROSHIGE — Three  Kwa  Cho.  Rare  subjects  in  exquisite  condition. 

3. 

4.  YEDO  KINKO  HAKKEI — Now  the  rarest,  as  it  was  perhaps  the  most 

beaiititul  set  of  eight  views,  among  Hiroshige  prints.  “Clearing- 
Weather  After  Storm.” 

5.  NIHON  MINATO  ZUKUSHI — “Famous  harbors  of  Japan.”  Shinagawa, 

Tokyo  Bay. 

6.  SANKAI  MITATE  SUMO — Series  of  IMoimtains  and  Oceans  compared  to 

wrestlers.  The  referee’s  fan  used  as  the  seal  of  the  set.  Bizon 
Province,  Snow  Scene. 

7.  YEDO  KINKO  HAKKEI — Famous  subject.  “Midnight  Rain  at  Azuma.” 

A perfect  proof  copy. 

8.  YEDO  KINKO  HAKKEI — “Tamagawa.”  Antnmnal  Moon.  Perfect  proof 

copy. 

9.  YEDO  KINKO  HAKKEI— “The  Open  Shoji.” 

10.  YEDO  KINKO  HAKKEI— “Snzaki  Eagle.” 

11.  YEDO  KINKO  HAKKEI— “Oji.” 

New  Year’s  Eve. 

Fable  of  the  Fox  and  Geese. 

Star  Light. 

12.  YEDO  KINKO  HAKKEI — Asaknsa  Temple  Lantern.  Asakusa  Temple 

grounds  in  snow. 

13.  KYOTO  MEISHO — One  of  the  ten  famous  views  of  Kyoto.  “The  Cherry 

Trees  in  Bloom  in  Arashiyama.” 

14.  YEDO  MEISHO — “Moonlight  on  Tokyo  Bay  from  Takanawa  Hill.” 

15.  KYOTO  MEISHO — Hase  Village.  “Fagot  Gatherers.” 

Group  I. 

1.  HONCHO  MEISHO — Horaiji.  “Pilgrims’  Passage.” 

2.  NANIWA  MEISHO.  Dotonbori.  Theatre  street  in  distance. 

3.  YEDO  KINKO  HAKKEI — Haneda.  “Homing  Geese  at  Sunset.” 

4.  YEDO  KINKO  HAKKEI — Asnkayama.  “Evening  Snow.” 

5.  TOTO  MEISHO — Tokyo  Bay  from  Takanawa  Hill. 

6.  KWA  CHO — Beautifully  toned.  “Heron  in  Reeds.” 

7.  “Pheasant  and  Pine  in  Snow.” 

8.  “Owl  and  Pine.” 


■S 


9.  TOKAIDO — “Shoya,"  “Bamboo  in  Rain.” 

10.  YEDO  MEISHO — “Takanawa  Night  Fete.” 

11.  YEDO  HYAKKEI— Ohashi.  “Rain.” 

12.  ROKUJU-YO-SHU.  “Pines  of  i\laiko  Beach.” 

13.  ROKUJU-YO-SHU.  Kajikoyama.  “Pine  and  Cherry.” 

Group  J. 

1.  TOTO  MEISHO — One  of  a charming  series  of  vertical  half  sheets. 

“Antumnal  jMoonlight  at  Imonzaka.” 

2.  TOKAIDO — One  of  the  fifty-three  stations.  Snow  at  Kawayama. 

3.  KYOTO  iMEISHO — “Gion  Shrine  in  Snow.” 

4.  CHUSHINAURA — A scene  from  a set  of  eleven  pieces  picturing  the 

heroism  of  the  “Forty-Seven  Ronin,”  noble  warriors. 

5.  ROKUJU  YO  SHU — Tsushima  Island.  “The  Rainbow,”  one  of  the  rarest 

and  loveliest  compositions  in  this  series  of  sampan  and  bine  water. 

Group  K. 

1.  TOTO  MEISHO — Banks  of  the  Siimida  River  in  Rain. 

2.  TOTO  iMEISHO — Asaknsa.  “Temple  in  Snow.” 

3.  TOTO  jMEISHO — “Roof  of  Temple  in  Snow.” 

4.  KISOKAIDO — iMoshiziiki.  “Moonlight.” 

5.  ROKUJU  YO  SHU— Iki  Island.  “Solitude  and  Snow.” 

Group  L. 

1.  YEDO  iMEISHO — Night  Scene  in  Shin  Yoshiwara. 

2.  YEDO  iMEISHO — Night  Scene  in  Shin  Yoshiwara. 

3.  YEDO  iMElSHO— Triptych.  “Kiso  .Mountain  in  Snow.” 

Group  M. 

1.  Nine  pieces  of  a rare  set  of  twelve  views  of  Yedo  beantifully  engraved 

2.  and  itrinted.  Great  care  was  taken  with  many  small  sets  of  this  char- 

3.  acter,  most  of  which  are  nnfortnnately  lost. 

4.  KISOKAIDO — Semba  IMoon.  llanptman  speaks  of  this  print  in  Atlantis 

as  the  “Great  Hiroshige  i)oeni  of  the  Moon.”  One  of  the  famous  set 
of  seventy  pieces.  A set  containing  many  of  the  broadest  and  tim'st 
of  Hiroshige’s  earliei-  works. 
r>.  KISO  KAIDO— OYE.  “Travelers  in  Snow  Storm.” 
t:.  KISO  KAIDO— Nagakiibo.  “Moon."  -Weary  Jh-avelers." 

7.  TOTO  .MEISHO — “Kanda  .Museum  iu  Snow.”  (Oxidized  sky.) 

<S.  TOTO  .MEISHO — “Kameido  Ttnuple  Grounds  iu  Snow.” 

9.  TOTO  MEISHO— “Autumn.  Kaiauji  4’(MupI(>  Grounds." 

10.  TOTO  IMEISHO— Akabaui  Snow.  (NixirSliiba  Park.) 

11.  YEDO  HYAKKEI  lIuudiaMl  X'iews  of  Y»‘do.  Goteu  >ama.  -Spring)  iuu'.“ 

12.  YEDO  HYAKKEI-  l^h-om  X'ushima  4'('ujiu  Shrine  looking  down  on 

Shinobazu  Pond.  In  Whuter. 

13.  YEDO  HV'AKKEU  .Mikawajima.  -pl\ iug  Cram'.” 

14.  YEDO  HYAKKEI  .Mitsiimata.  “Shailow  W’ait'i-." 

1 T).  K ISOK  A 1 1)( ) - ,M  iyauokosli  i.  “ .M  ooul  ight 

HI.  KISOKAIDO — .‘\uuaka.  “S|)riug.” 

17.  KOTO  .MI'HSHO — I’yc'uo  Paik,  “Spiangt  iuu'." 

15.  TOKAIDO  Ejiri.  “Sampan  and  lllm'  W'ater." 

19.  HO.NCHO  .MEISHO.  lOnoshima.  Wave. 


LONG  GALLERY 

Beautiful  Impressions  of  Hiroshige.  Kwa  Cho.  Birds  and  Flowers. 

Group  A.  1-2-3. 

Group  B.  1-2-3. 

Group  C.  1-2-3. 

Group  D.  1-2-3. 

Group  E. 

TOTO  MEISHO. 

1.  Uyeno  Temple. 

2.  Plum  Blossoms.  “Ume  Yashiki.” 

3.  Kameido  Wisteria. 

Group  F.  1-2-3. 

Group  G.  1-2-3. 

Group  H.  1-2-3. 

Group  I.  1-2-3. 

Group  J.  1-2-3. 

Group  K.  1-2-3. 

Group  L.  1-2-3.  Toned. 

Group  M. 

TOTO  MEISHO — Night  Fete  on  the  Snmida  River. 

Group  N. 

TOTO  MEISHO — Night  Pete  on  the  Snmida  River. 

Japanese  Gold  Screens  Arranged  as  Hemicycles  in  Large  Gallery. 

A.  Six-fold  Gold  Screen  of  Momoyama  Period.  From  Palace  at  Nagoya,  Time 

of  Hidoyshi,  about  three  hundred  years  ago.  A period  in  art  when  nearly 
everything  done  was  full  of  life  and  strength.  Design  of  grapes  in 
gilded  goffrage  on  plain  copper — green  ground. 

B.  Six-fold  Gold  Screen  of  Momoyama  Period.  From  Palace  at  Nagoya.  De- 

sign of  maple  leaves  in  the  gilded  goffrage  characteristic  of  the  period. 

Screen  Arranged  as  Hemicycle  in  Club  Room. 

Six-fold  Screen  by  Kano  Eitoku,  great  master  of  the  Momoyama  period.  Design 
of  bamboo  in  gold  goffrage  over  field  of  dark  blue  and  green.  Bamboo  stalks 
decorated  with  ivy  leaves. 

Two-fold  Silver  Screen  by  Zeschin.  “Summer  IMoon.” 
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